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Introduction 
 
The art of dance deals with movement, kinesthetic experience and places the body in the 
center of its attention and practice. The museum, on the other hand, as an institution which is 
considered to be more static, is mainly connected to the ideas of collecting, archiving and 
exhibiting objects, in the pursuit of knowledge (Maar 2006, p.4). However, since the middle of 
the 19th century a dialogue between dance and the museum has been developed, as different 
types of dance performances have been introduced to the museum space (Dutkiewicz 2016, 
p.15). One of the most recent statements that were generated from this coexistence was that 
“the body must move if the mind is to find perspective”. 1 Dealing with dance interventions that 
intend to involve the visitors’ bodies physically in the appreciation of art, I am aiming to argue 
in favor of the engaging power of dance.  In particular, the quest of how dance could enhance 
the visitors’ journey through the rooms of the museum/gallery space introducing new ways of 
engagement to the exhibits constitutes the research question of this Master’s thesis.  
In order to answer my research question, I will pose two more specific questions that 
will be discussed in the two main chapters of my thesis (chapter 2 & chapter 3). In the second 
chapter I will focus on how dance can evoke visitors’ physical activity, encouraging them to be 
active bodily during their visit in the museum/gallery space. In the third chapter, I will deal with 
how choreography could function as a complementary approach to a museum exhibit alongside 
written explanations, elevating the process of personal meaning making. The theoretical 
background that will enable me to answer my research questions will be discussed in the first 
chapter and it will consist of three categories of concepts. In particular, the categories will deal 
with the subjects of Education and Meaning Making, Engaging Participation and Aesthetic 
Experience respectively. The same chapter will be also enriched with a short historical 
retrospection of the intervention of dance in the museum space. 
For the analysis of my research, instead of focusing on a specific case study, I will 
examine various projects that constitute contemporary and major examples of the intervention 
of dance in the museum space. For the discussion of my second chapter I will use as examples 
                                                          
1
 Quote by the dancer Connor Schumacher representing Dansateliers (NL) in the context of the project “Dancing 
Museums” in 2015-2017.  
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projects that aimed to activate the body and the senses of the visitors during their visit. In 
particular, I will examine the exhibition “Pearls” at the Lakenhal Museum, the seventh 
residency of the project “Dancing Museums” at the National Gallery, London, “The imagination 
Museum” created by Katie Green, the project “The Museum Workout” at the Metropolitan 
Museum of Art (MET), New York and the first residency of the project “Dancing Museums” at 
the Civic Museum, Bassano del Grappa. In my third chapter, I will focus on the projects “Visite 
Dansée” and “Tentatives d'épuisements: Théorie pratique”, introduced by Aurélie Gandit as 
well as on dance experiments which took place during the first, the forth and the seventh 
residency of the project “Dancing Museums” at the Civic Museum, Bassano del Grappa, the 
Louvre and the National Gallery respectively; cases that proposed the existence of dance in the 
museum in an effort to encourage the creation of personal meanings and to trigger the 
imagination of the visitors.  
An important tool of my research will be the audio-visual documentation that reflects 
the projects that I will examine which is available online. I will also focus on the study of 
published collections of conversations and interviews with curators, dancers and 
choreographers, relevant articles written by dance and museum practitioners as well as 
symposiums’ reports. My research will be enriched with my own attendance to the final 
conference of the project “Dancing Museums” which took place at the Louvre on the 25th of 
March 2017 as well as to the closing seminar of the same project which took place at the 
Museum Boijmans Van Beuningen on the 19th of May 2017. Finally, my research will be 
completed with the discussions/interviews that I conducted with Mrs. Gill Hart (Head of 
Education of the National Gallery, London), Mrs. Marisa Hayes (Chief Editor of the dance 
magazine Repères – cahier de danse) and Mrs. Nicole Roepers (Curator of Contemporary Art at 
the Lakenhal Museum, Leiden).  
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Chapter I 
Dance in the Museum Space: Short Historical Retrospection  
 
In the last issue of the French journal Repères, cahier de danse, published in March 2017, the 
Chief Editor Marisa Hayes referred to some key dates of the history of the dialogue between 
dance and the museum. During our discussion in April 2017, she commented on her choice to 
consider the 19th century as a period of modernity during which the presence of dance in the 
museum was first noticed.2 Describing the intervention of dance in the museum as a 
movement, she noted that it constituted the culmination of previous events, trends, practices, 
and other contexts that trace back to the 19th century. These practices allowed the dialogue to 
flourish in the present times. 
The first important period for the development of the dance-museum relationship, 
according to Hayes’s timeline, was from 1841 until 1868. In those years, Phineas Taylor Barnum 
introduced the live attractions within the collections of the American Museum in New York 
(Hayes 2017, p.5). During the 1870s, variety shows took place at the hall of curios of the Keith 
and Batcheller’s Mammoth Museum in Boston, during the opening hours of the museum 
(bostonoperahouse 2017). From 1889 to 1900, Isadora Duncan studied the Greek-Roman 
antiquities of the British museum as well as the Italian paintings of the National Gallery in 
London. Based on her findings, she gave a dance performance next to the legend of Orpheus at 
the New Gallery of Charles Hallé. According to the dance historian Gabriele Branstetter, these 
representations of Isadora Duncan in combination with conferences on Archeology and Art 
History, created a global project which dealt with how dance in the museum enhanced the 
aesthetic function of the antique sculptures, simply by creating a dialogue with them (Hayes 
2017, p.5). 
The years between 1933 and 1952 were connected to the “Archives Internationales de 
la Danse”, an association which proposed the first museum of dance, a center of research 
which published a journal as well as organized other projects, such as conferences and 
expositions devoted to the study of dance. In addition, in 1939 the Museum of Modern Art in 
                                                          
2
 Interview with Marisa Hayes on 25/4/2017.  
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New York incorporated in its library the archive of Lincoln Kirstein (co-founder of the New York 
City Ballet in 1948) which in 1944 became the department of “Dance and Theatre design” 
(Hayes 2017, p.5). 
 In the middle of the 20th century, a new dance style, that of post-modern or 
contemporary dance, was developed. Post-modern dancers aimed to deconstruct the classical 
codes of ballet dance and to work with other disciplines such as the visual arts, music and film 
(Bidault 2016, p.8). The interdisciplinary status of the art of dance in the mid-century permitted 
the introduction of choreographic knowledges to other disciplines and artists of other fields 
who decided to incorporate some of the dance methods and practices into their own work 
(Brannigan 2015, p.8). In a museum context that promoted coexistence of art disciplines, dance 
offered new models for engaging with objects and at the same time, it reinvented itself, as the 
art of movement (Lepecki 2011, p.155).  
In the mid-sixties, Merce Cunningham, one of the most important contemporary 
choreographers and leaders of the American avant-garde, introduced the concept of the Event. 
That concept consisted of a complete dance performance which could take place in parallel 
with other activities. The aim of the Event was to enable the audience to live the experience of 
dance and not to just offer a dance spectacle. It was unique and accompanied by live music. 
The idea of the Event was conceived in order to make possible a dance performance outside of 
a theater’s space. The Museum Event No. 1 which was performed in the Museum des 20. 
Jahrhunderts in Vienna, in June 1964, was the first event that took place and it was 
accompanied by a music performance of John Cage (Mercecunningham 2016). 
The existence of the Judson Dance Theater, in the Sixties, and the work of artists such as 
Steve Paxton, Trisha Brown and Yvonne Rainer, permitted the presence of contemporary dance 
in the museums.3 In particular, these artists collaborated with performance artists and gave 
performances in art museums and galleries. The experiences that they introduced led to a 
radical rethinking of the established codes of the choreographic art and reinforced the 
tendency to mix different artistic forms, to leave the traditional theaters and to improvise 
(Bidault 2016, p.9). For the artists of that group, the objects exhibited in the museums 
                                                          
3
 The Judson Dance Theater was a collective of dancers, composers, and visual artists who performed at the Judson 
Memorial Church in Greenwich Village, Manhattan, New York City between 1962 and 1964 (En.wikipedia 2017). 
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constituted the principal elements of the dance performances, allowing a rich dialogue 
between dance and the visual arts. This fact permitted the intensive development of the dance-
museum relationship, as many choreographers and dancers intervened in American museums 
and institutions through different kinds of performances (Lepecki 2012, p.75-76). As Lepecki 
stated, “[…] Dance and visual arts have become profoundly imbricated. It is as if dance starts to 
be perceived not only as providing a renewed visuality to the visual arts [...] but as being a 
practice able to provide the necessary tools for rearticulating social-political dimensions of the 
aesthetic” (Lepecki 2011, p.155). 
In the context of this dialogue between dance and other disciplines, during the 1960s, 
sculpture distanced itself from the idea of object hood and artists invested in dance, film, 
photography, video, performance, and environmental or land art. In parallel, dance artists 
started to extract themselves from the classic ways of movement and tried to focus on 
elements from other disciplines, such as sculpture, improvisational techniques, performance, 
photography, video and installation. A close artistic relationship between a dancer and sculptor 
was that between Yvonne Rainer and Robert Morris (Lepecki 2013, p. 95). As Rainer stated in 
1966, “What is perhaps unprecedented in the short history of the modern dance is the close 
correspondence between concurrent developments in dance and the plastic arts “(Rainer 1966, 
p.326-328).   
An artist whose work had an important impact on artists of the Judson Theater as well 
as empowered the dialogue between dance and sculpture, was Simone Forti. In particular, 
Yvonne Rainer, Trisha Brown, and other Judson members cited Forti as a significant influence. 
Forti’s “Dance Constructions”, a concert of experimental dance, was presented in museums and 
galleries around the world since its creation in 1961. According to Virginia Spivey, “Forti 
conceived of dance itself as sculptural, hence her use of the term "Dance Constructions" to 
describe her choreographic work. She had first begun to sketch sculptural designs related to her 
movement investigations” (Spivey 2009, p.15).   
In 1970, Anna Halprin and her dance piece “Parades and Changes” marked the opening 
of the Berkeley Museum of Art (Hayes 2017, p.5). According to Marisa Hayes “the American 
postmodern dancers who lived in the 1970s in New York, alongside Anna Halprin provided a 
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template for what is very familiar to us today in terms of dance within the museum: that is, 
site-specific explorations of the museum space, interactions with the public (breakdown of the 
fourth wall in traditional theatre) and other practices that resonate with the concerns of a 
larger movement of site-specific dance during the period of post-modernism”. 4 It is important 
to note that the work of these dancers constituted an important step in the development of 
dance creation within the museum space as their research resembled many of the 
contemporary concerns linked to this subject.  
Leading to the 21st century, the quest for new and creative strategies that enhance and 
expand the possibilities in how people perceive art, increased. The role of dance and 
performance in the museum became more and more present and important. Dominant 
museums such as the MET, the Museum of Modern Art (MoMA), the Louvre, the National 
Gallery, London, the Tate Modern, the Museum Boijmans Van Beuningen and more, have 
started to participate in projects that incorporate dance in the museum experience and explore 
how new forms of participation and perception could affect the way the people create 
knowledge and personal meanings.   
Between the years 2002 and 2012, the Tate Modern launched a series of performances 
for its “Turbine Hall”, inviting choreographers like Merce Cunningham, Boris Charmatz and 
Michael Clark who was the first choreographer to undertake a residency (13 July and 30 August 
2010) in the history of Tate Modern (Hayes 2017, p.5). In addition, in 2012 the museum opened 
the Tanks as a permanent gallery for live art, performances and a film and video work. In 2007 
Aurélie Gandit choreographed her first “Visite Dansée” in the Museum of Fine Arts of Nancy, 
France, a project that I will discuss further in the last chapter (Hayes 2017, p.5). The year of 
2009 constituted a very important year for the dance-museum dialogue. Boris Charmatz 
became the director of the National Choreographic Center in Rennes, France and published his 
manifest for a Dancing Museum; a project which constituted of a new kind of museum that 
enabled a direct contact with dance proposing workshops, performances, exhibitions, debates 
as well as artistic and research residencies (Museedeladanse 2017).   
                                                          
4
 Interview with Marisa Hayes on 25/4/2017. 
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In a theoretical approach, Mathieu Copeland in 2013 connected the process and the 
status of an exhibition with that of choreography. In particular, according to his definition: 
“Exhibition [...] noun—a material, textual, textural, visceral, visual...choreographed polyphony” 
(Copeland 2013, p.19). He equated choreography with the result of curating and organizing 
materials, bodies, space and temporal frameworks (Brannigan 2015, p.12). He talked about the 
multisensorial dimension of any exhibition and compared it to choreography. For Copeland, 
choreography was something that could happen “everywhere, at all times, with and for 
everyone (Copeland 2013, p.23). In his definition of choreography, the term represented a 
broad concept of a composition for living bodies which is not restricted to the methods and 
practices of choreography as it is used in the discipline of dance (Copeland 2013, p.23). Finally, 
during the years 2015 to 2017 the European project “Dancing Museums” was actualized 
bringing together five European dance organizations and eight internationally renowned 
museums, aiming to develop new ways of enhancing visitors’ museum experiences 
(Dancingmuseums 2017).  
The above historical context concerning the dance-museum relation in combination 
with the theoretical tools which will be discussed next constitute the backbone of my research 
and will allow me to proceed to the analysis of my research subject.  
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Theoretical Concepts  
 
The central idea that determined my choice to discuss the following theoretical concepts was 
the idea of constructing personal experiences and meanings in the museum space without 
following a grand narration. How could we explain in a theoretical level the ability to acquire 
knowledge and to engage with museum exhibits through the activation of the body when the 
mind is the one that supposedly dominates in the process of learning? The analysis of concepts 
that support the activation of all the senses in the museum space, the active participation of 
the visitors, the appreciation of art as an act of bodily participation as well as the idea of the 
human body as central in the notion of perception, will constitute the subject of discussion in 
this chapter. In particular, in the section of Education and Meaning Making I will discuss the 
concepts of constructivism and visitors’ meaning making. The subject of Engaging Participation 
will follow next and it will deal with the concepts of the multisensory and participatory 
museum. Ending, the final subject of this chapter, this related to the notion of Aesthetic 
Experience, will include the concepts of art as experience by John Dewey, the theory of the 
aesthetic engagement introduced by Arnold Berleant and the theory of the virtual body exploration 
proposed by Merleau-Ponty. 
Education & Meaning Making   
The educational role of contemporary museums and cultural institutions increases and 
becomes stronger as they aim to reanimate their significance as educational institutions 
through the application of new educational strategies. The key elements of this attempt are the 
objects and the way that the institutions choose to use them in order to produce meanings and 
to address different social and age groups (Arnold 2006, p.179). 
During the past century, two highly different kinds of educational theories were 
developed. Their contrast was based on the disagreement about the nature of the human mind 
regarding its ability to gain knowledge. On the one hand, they were the theories which 
supported the idea that the mind was a passive recipient of new sensations that were 
absorbed, analyzed and learned. On the other hand, they were the theories which argued in 
favor of an active mind which engaged actively with the external world and gained knowledge 
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through an interaction with the given stimuli (Hein 2002, p.345). Based on the results of a 
combined research on this dispute, it is important to note that, finally, there was an almost 
universal agreement that learning is an active process that requires engagement and is 
connected to and affected by the learner’s previous experience, cultural background and 
learning environment (Hein 2002, p.345).  
According to recent scientific results in neuroscience, the process of learning has been 
acknowledged to be relative and constructive instead of straightforward (Falk, Dierking, Adams 
2002, p.325). This argument constitutes the theoretical base of the constructivist model of 
learning which suggests that learning is a continuous, highly personal process. In particular, 
according to the theory of constructivism, individuals that start from different cognitive 
frameworks, create their own personal and unique understandings on the basis of an 
interaction between what they already know and believe and information with which they 
come into contact (Richardson 2003, p.1624) 
In the 19th century, a large number of modernist museums embraced a behavioristic 
learning model in the sense that they aimed to create a single and universal narration. They 
curated their collections in a certain way in order to ensure that all visitors would have the 
same experience and would acquire exactly the same kind of knowledge from their visit. 
Although this model of museum education is not totally eliminated yet, it is a fact that in the 
most recent years, museums tend to recognize that learning is a highly contextual process and 
to adopt a constructivist model of learning (Falk, Dierking, Adams 2002, p.325). The 
constructivist perspective highlights the importance of conditions for the creation of multiple 
meanings and supports the idea that  learning in and from museums is more about what 
meaning the visitors choose to make than what the museums wish to teach them (Falk, 
Dierking, Adams 2002, p.325). 
Based on the above, the argument that learning represents meaning-making by 
museum visitors is placed in the center of the constructivist conception regarding the 
educational role of the museum. Free choice learning underpins the idea that a museum’s 
mission is to support individuals in their quest for knowledge which they decide that they need, 
and choose to acquire (Hein 2002, p.347). Museums are facing the challenge of how they can 
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support free-choice learning and facilitate the intellectual interests and curiosities of each 
individual visitor. Accomplishing this goal would permit them to play a fundamental role in the 
learning society of the twenty-first century (Falk, Dierking, Adams 2002, p.336). An relevant 
question related to the concept of visitors’ meaning making could be what visitors are making 
meaning about. Often, visitors construct meanings about the content of an exhibit. This is 
however not a rule. Some visitors, through their experience with an exhibit, construct meanings 
about themselves, for example about their identities, the meaning of their lives or their place in 
the world. In addition, a museum experience might result the creation of meanings which could 
explain other unrelated experiences of the visitors (Rounds 1999, p.7).  
The conceptualization and structure of the way that the objects are exhibited 
constitutes the main parameter that defines the educational method of an institution. In 
particular, if the goal of a museum is to facilitate visitor meaning making, it is necessary that the 
authoritative curatorial voice should be muted and modiﬁed (Hein 2002, p.347). In an attempt 
to succeed in this, contemporary museums have developed a lot of different strategies, such as 
providing several interpretations of an object or encouraging visitors to add their comments 
which would be incorporated into the exhibition space, in some cases. They have also created 
exhibitions that posed questions to the visitors instead of giving answers as well as museums 
which attempted to defy the canon and avoid a linear or chronological representation (Hein 
2002, p.347). This thesis researches how introducing dance in the museum space could elevate 
personal meaning-making to a central role in museum learning. The idea of engaging visitors’ 
participation and more specifically the concepts of the multisensory and the participatory 
museum which will be discussed next, argue in favor of the activation of the visitors’ senses and 
body, in the quest of personal meanings. 
 
Engaging Participation  
As it was previously discussed, the matters of representation and interpretation of knowledge 
are primary in the world of contemporary museums. In our times, knowledge is supposed to be 
shaped through an experience which is based on an interactive relationship with people 
(Hooper-Greenhill 2003, p.214). It is important to note that this acknowledgement came after a 
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lot of researches and controversial discussions regarding the process of learning. Already 
Descartes, in his writings in the 17th century defended the argument that mind and body were 
distinct substances. According to his division between the corporeal and the cognitive, the body 
was a weak instrument which was incapable of providing the rational perspective which could 
be achieved only through deep thought (History.ac 2007). It could be argued that museums 
which insist on the importance of the visual in the experiences that they offer tend to empower 
this separation between body and mind, known as the Cartesian dualism. The domination of 
the idea of the white, featureless exhibition space is a modernist concept that supports this 
point of view (Pallasmaa 2014, p.240).  
According to Juhani Pallasmaa, the concept of the white cube as an ideal exhibition 
space for the art museum, reflects a distinct psychological and sociological understanding of the 
institution of art and contradicts the environment in which most of the artworks are born. 
Artworks are created in the living world of an artist’s studio and their attachment to gravity, 
orientation, materiality and natural light is inevitable (Pallasmaa 2014, p.240). Even though 
illumination is a very important aspect in a museum space as it directs attention and creates 
spatial rhythm, works of art are not experienced only visually. In contrast, people experience 
art objects in a multisensory manner as every piece of art opens multisensory connections with 
the world. The dominance of the white cube carried a refusal to consider this spatial, corporeal, 
and temporal context of the experience of art (O’Neill 2012, p.40). Works of art are not simple 
objects; to the contrary, they are objects that offer a certain view to the world (Pallasmaa 2014, 
p.241).   
The above idea of the physical engagement with the world contradicts the Cartesian, 
visual-orientated position and regards the senses of the body as basic instruments of 
understanding the world (History.ac 2007). A lot of scholars have dealt with how people inhabit 
their surroundings and it is commonly accepted that people engage physically with their 
material environments. Consequently, it could be argued that knowledge derives from the 
apprehension of the physical and not from the passive observation of the visual. Human beings 
tend to act as engaged participants within the world (Merleau-Ponty 2005, 416). As argued by 
M. Jonson, knowledge is always a matter of human understanding. The experiences of moving, 
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touching, feeling, speaking, hearing, and seeing, lead people to make sense in the world. 
Applying the above to the museum context, we could argue that museum visitors are not 
passive viewers but on the contrary, they perceive the displayed objects with their bodies, 
using their knowledge of inhabiting, of touching, sensing and feeling (Merleau-Ponty 2005, 
p.363). 
Based on the above, we could suggest that the concept of the multisensory museum, 
describes the ideal museum space that attempts to facilitate a dialogue between the exhibits 
and the visitors, through the activation of their senses (Pallasmaa 2014, p.240). According to 
this concept, a museum experience should have an existential, multisensory and embodied 
nature as the aim of an exhibition is to turn into a personal experience based on embodied 
sensation instead of offering intellectualized information or just visual stimuli (Pallasmaa 2014, 
p.241). Turning a museum visit into an exploration through the visitor’s body movements, 
sensory experiences, associations, recollections, and imaginations could result in an 
unforgettable museum experience (Pallasmaa 2014, p.241). The concept of the multisensory 
museum is closely connected to the concept of the participatory museum, as they both 
consider the visitor physically active in the museum space.  
The participatory museum is a concept which was introduced by Nina Simon and 
examines how cultural institutions could reconnect with the public. Participatory experiences 
and learning comes intro contradiction with the passive attendance of an exhibition or a 
cultural event. Active participation gives the visitors the ability to discuss and share the 
information that they receive, enabling them to construct their own meanings through their 
experience (Simon 2010, p.1). Participatory projects support the idea that each cultural 
institution should act as a platform which is able to provide opportunities for diverse visitor 
experiences (Simon 2010, p.2). Designing museum experiences that invite ongoing audience 
participation is a demanding task for museum practitioners. Participatory projects need to offer 
collaborative opportunities to different categories of visitors, giving them the chance to 
contribute to the institution, share things of interest and connect with other people (Simon 
2010, p.4). Visitors are able to engage with museum objects in many different ways such as 
through interactions with staff, through performances, tours, and demonstrations. This active 
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participation could make their experience more personal and could enhance both the 
educational as well as the social value of their visit (Simon 2010, p.152).   
Marco Peri5 has created projects based on the idea of experiences of participation that 
test new ways of experiencing the museum. Trying to move the focus of the visitors from the 
visual to the bodily experience of art, Peri has worked on ideas that support the visitors’ 
meaning making and aim to a personal and social transformation through a museum 
experience. In the context of his research on the subject "Art + Education", he developed a 
series of performative actions which aimed to allow the participants to become aware of their 
own body and to experience the dynamics of non-verbal communication with the others. His 
project was based on the principle that “the whole body thinks” and highlighted the idea that 
each person is a human being with a body, a mind and emotions which are strongly connected 
between them (Peri 2015). By remarking the idea that a movement of the body corresponds to 
a thought of the mind, he proposed that the human body could be the navigator of a museum 
experience. 
Researching on the subject of creating an aesthetic experience for the museum visitors, 
he was inspired by the theatre of the Oppressed. He developed the process of physical 
involvement of the participants through a series of games and exercises, following the 
paradigm of Augusto Boal, the creator of the poetics of the Oppressed. The main objective of 
the poetics of the oppressed is to transform people from passive spectators into active 
participants, considering theatre as a language, capable of being utilized by any person, 
allowing him/her to express himself/herself and discover new concepts through an embodied 
experience (Boal 2008, p.97). The poetics of the oppressed focuses on the action of the 
spectator, who acquires a leading role regarding the dramatic action (Boal 2008, p.98).  
Peri embraced some basic ideas of the poetics of Boal and tried to convey them in the 
context of his museum experiments. In particular, he focused on the idea that if someone 
wants to become expressive with his/her body, he/she must be able to know it and control it. 
This will allow him/her to be transformed from spectator to actor. This process of 
transformation has been described by Boal in four stages (Boal 2008, p.102). These stages 
                                                          
5
 Art Historian and Education consultant at the Museum of Modern and Contemporary Art of Trento and Rovereto 
(Italy). 
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include a series of exercises, aiming to allow getting to know someone’s body, its limitations, 
possibilities, social distortions as well as possibilities of rehabilitation, and a series of games 
that aim to make the persons abandon the common forms of expression and express 
themselves through their body, instead of through speaking words (Boal 2008, p.102). In 
addition, in the context of these stages, the spectators are challenged to intervene indirectly in 
the dramatic action by proposing themes or solutions and by correcting the words or the 
actions of the actors, as well as by intervening directly in the action by actually acting (Boal 
2008, p.102). 
During Peri’s museum experiments inspired by the theatre of the Oppressed and even 
though the attention was given to the participants, the museum space was never neutral, and 
every human action within this space was seeking a connection with the subjects which were 
introduced in the exhibition. As he described: “Gradually, the involvement of the protagonists’ 
bodies increases and I can open wider spaces of relationships until reaching  physical contact 
between them, the encounter or confrontation between them, intended as physical tension 
between the two. The body becomes an instrument of connection and communication in the 
group work, an intense confrontation through the body” (Peri 2015). The poetics of the 
oppressed as well as Peri’s experimentations reject the notion of the passive spectator and aim 
to liberate people and make them active (Boal 2008, p.135).  John Dewey’s, Arlond Berleant’s 
and Maurice Merlau-Ponty’s concepts related to the aesthetic appreciation of art which will be 
discussed next, also argue in favor of the involvement of the body in the act of engagement 
with art. 
 
Aesthetic Experience  
As the research subject of this thesis is focused on how museum visitors could perceive and 
engage with the exhibits through movement and particularly through dance, it would be 
meaningful to examine some concepts that defend the idea of artistic appreciation as an act of 
bodily participation that requires the activation of all the senses and not only of vision and 
hearing. John Dewey already introduced his theory of art as experience in 1934 and elaborated 
on the notion of aesthetic engagement, opening the way to other scholars such as Arnold 
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Berleant to develop an insight on the subject which I consider crucial for the analysis of the case 
studies that will follow in the next chapter.   
The discipline of aesthetics was developed into a separate philosophical discipline in the 
17th century and since then it has been concerned with understanding art (Berleant 2005, p.2). 
One of its central ideas was that art was self-sufficient and that the art object should be 
appreciated, isolated from its cultural context and separated from any functional purposes 
(Berleant 2005, p.3). However, as artists themselves started to employ new modes of 
appreciation, requiring audiences to interact with art, the notion of aesthetic appreciation 
enlarged its scope and the need for a new aesthetic became essential (Berleant 2005, p.4-5). 
During the 1930s John Dewey recognized this need to re-think traditional aesthetics and 
introduced the idea that a product of art, such as a painting, a statue or poem is transformed to 
a work of art only when a human cooperates with it, trying to perceive it, a process which has 
as an outcome the aesthetic experience (Dewey 2005, p.222). As he has stated: “The idea that 
the esthetic perception is an affair for odd moments is one reason for the backwardness of the 
arts among us the eye and the visual apparatus may be intact. The object may be physically 
there. But for lack of continuous interaction between the total organism and the object, they 
are not perceived esthetically” (Dewey 2005, p.55-56). According to Dewey, in order to perceive 
an artwork esthetically, the beholder must create his/her own experience, an esthetic 
experience. In this kind of vital experience, it is not possible to divide the practical part from the 
emotional and the intellectual, neither to set the properties of one over the characteristics of 
the others (Dewey 2005, p.56). Arnold Berleant also developed this idea of aesthetic 
engagement and introduced his new aesthetics, encouraging people to engage actively with art 
in a kind of participation which is closer to that of the artist. This active appreciative 
participation was described as aesthetic engagement and proposed the notion of the aesthetic 
appreciator instead of that of the spectator or visitor (Berleant 2005, p. 15). 
It could be argued that contemporary arts make more obvious the functional relation 
that holds among the key participants in the experience of art, thus between the artist, the 
audience, the art object and the performer (Berleant 2005, p. 59). In particular, we could refer 
to works of art that require the active participation of the appreciator in order to allow their 
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aesthetic effect to emerge. Activities that require the appreciator to perform particular actions 
for the work of art to function constitute one of the forms that appreciative participation could 
take. Other examples could be paintings that need to be approached closely, from different 
angles or sculptures that need to be re-positioned or walked into or through. Theatre has also 
introduced methods and concepts which are based on the physical involvement of the 
participants which disrupts dramatically the protection of distance (Berleant 2005, p. 33). The 
theatre of the oppressed, which was previously discussed, constitutes an important relevant 
example. However, it is important to note that active participation of the perceiver is not only a 
demand of contemporary arts but also of arts that use traditional forms and technologies, an 
idea which will be elaborated more next in the context of the theory of the virtual body 
exploration and the argument that aesthetic perception is synesthetic (Berleant 2005, p. 33).  
Thinking about the name of the discipline of aesthetics, we could argue that it reflects 
the idea that senses play an important role in aesthetic appreciation, as the name comes from 
the Greek word αἴσθησις which means sense (Berleant 2005, p. 74). However, in classical Greek 
philosophy, the aesthetic senses were only these of sight and hearing. In addition, as the 
classical philosophy considered theoretical activity distinct from and superior to practical doing, 
the division between the sensuous and the sensual was based on the division between the 
distance receptors and the contact senses accordingly. Thus, the sensuous could be perceived 
by the senses of sight and hearing while the sensual was suggested by the senses of smell, taste 
and touch (Berleant 2005, p. 75). This division of classical times has had an impact on the 
modern aesthetics according to Berleant. The notions of physical distance and 
disinterestedness have been dominant since then. Berleant argues in favor of accepting that 
the sensuous and the sensual in art are indistinguishable and against the mind-body dualism of 
the traditional aesthetics. He supports the idea that defining the sensual as continuous with the 
aesthetic we acknowledge and involve the physical in aesthetic experience, admitting that 
aesthetic is a sensory experience (Berleant 2005, p. 79).  
Talking about the notion of the physical in aesthetic experience and about aesthetic 
appreciation as an act of consciousness, we have to encompass the notion of aesthetic 
embodiment as there is no consciousness without body (Berleant 2005, p. 83). The notion of 
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embodiment in aesthetics reflects two different senses as it can take two different meanings. 
Firstly, embodiment could mean “to put into a body”, to invest a spirit with a body. This sense 
of embodiment could be present in music that depicts the direct physical experience of an 
action, an event or a narrative. This is achieved through melodic figures, rhythmic patterns and 
other ways. This sense of embodiment explains how religious or political beliefs are often 
embodied in the art of painting for example (Berleant 2005, p.85). The second sense of 
embodiment means to cause or to become part of a body, to unite into a body. This sense of 
embodiment occurs when during the process of the aesthetic appreciation of art, the 
appreciator participates physically, in other words, the human body is actively present during 
the appreciative experience (Berleant 2005, p. 84-85).The bodily presence of the second 
meaning of embodiment is emphasized more in arts like sculpture or dance that project the 
three dimensionality and the physicality (Berleant 2005, p. 85). 
As aesthetic experience is somatically understood through the notion of aesthetic 
embodiment, I could argue that dance could function as a model of embodiment for the arts. 
During a dance performance, through the moving presence of the body, dance creates a world 
which celebrates embodiment. Understanding aesthetic experience as always embodied, it 
emphasizes in the actual presence of the body of the artist as well of the spectator (Berleant 
2005, p. 85).  
In other words, Berleant suggested the recognition of the activity of appreciation of an 
artwork. In particular, he claimed that the activity of responding to a work of art from the side 
of the appreciator requires creative work and originates bodily experience (Berleant 2005, p.7). 
Contemporary museums have started to recognize that the appreciation of art is an act of 
experience and vice versa that every aesthetic experience is participatory. This is an important 
reason why dance is remarkably incorporated in their programs. The last theoretical tool that 
will contribute to the discussion of how dance could evoke visitors’ physical activity, 
encouraging them to be active bodily in order to appreciate museum exhibits, is the concept of 
the virtual body exploration. 
How the human imagination could be connected to the sensory awareness of a person 
and enrich an aesthetic experience? The concept of imagination and perception in the context 
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of Merleau-Ponty’s philosophy are able to provide an answer. Jean Paul Sartre describes 
imagination in his books L’Imagination (1936) and L’imaginaire (1948) as an escape from reality 
and a freedom of consciousness from the limitations of the body. Steeves challenges traditional 
interpretations of Merleau-Ponty’s philosophy that correspond to Sartre’s interpretation and 
suggest that imagination is secondary to perception. In particular, he argues that in Merleau-
Ponty’s works, imagination and perception are mutually engaged in ordinary aesthetic 
experience (Steeves 2001, p.371).   
In Merleau-Ponty’s philosophy of perception, the notion of perception enables the 
human body to be in contact with the world and operate as a medium through which meaning 
is intended or discovered (Steeves 2001, p.374). An important characteristic of perception is 
that it is synesthetic. Joy & Sherry use a graphic paradigm in order to describe how perception 
works. Considering that the perception of a still life painting involves recognizing various 
aspects of the artwork, such as color, texture and others, they argue the following: “Since the 
perception is synesthetic, a picture of a tulip for example, may invoke its perfume (nose), a 
sound (ear) and even a type of feel (touch): The flour may smell fresh, sound like a tinkle, and 
feel soft as a caress. When the focus is on vision, the remaining senses remain in the 
background as a quasi-presence. However, when the viewing subject shifts her focus to the 
perfume of the tulip (olfactory sense), the background now becomes the foreground, while all 
the remaining senses recede into the background. The process can be replicated for all the 
remaining senses the tulip summons” (Joy, Sherry 2003, p.264). Based on the above, it is clear 
that for each object evokes a receding background of sensation which exists in parallel with the 
appearing foreground of sense qualities. In order to comprehend the entire structure of the 
perceptual object, the perceiver must engage with both receding backgrounds and appearing 
foregrounds, placing imagination and embodiment at the heart of perception (Joy, Sherry 2003, 
p.264-265).  
Another basic term of Merlau-Ponty’s philosophy of perception is the term of the virtual 
body. The virtual body constitutes a basic aspect of the body schema, a traditional term of 
psychology which could be described as the awareness of someone’s body. According to 
Steeves: “[…]It is to enrich and recast the body schema. […]The virtual body also allows us to 
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assume alternative positions within a scene. […]The virtual body provides us with the power of 
choosing and varying points of view. […]The virtual body allows us to extend our habitual 
behavior beyond the actual situation to the limitless realm of the imaginary” (Steeves 2001, 
p.376-377). Perception requires a level of virtuality which resembles the virtuality of the body 
because the virtual qualities of the receding background of sensation of each object are modes 
of virtual embodiment (Steeves 2001, p.378). To summarize, based on the concept of virtual 
body exploration by Merleau-Ponty, in order to comprehend the entire structure of the 
perceptual object, the perceiver must engage with the virtual modes of embodiment implied by 
each quality of the perceptual background (Joy, Sherry 2003, p.264). The concept of virtual 
body exploration suggested by Merleau-Ponty could be used as a tool to argue in favor of the 
idea that understanding art requires the use of body. 
This chapter discussed the idea of the acquisition of knowledge in the museum as a 
process of constructing personal meanings and an interactive and participatory situation. In 
addition, it dealt with the concept of the bodily activation and bodily engagement which is 
required in order to experience art. In the chapters 2 & 3 which follow next, I will proceed to 
the analysis of the case studies, aiming to get one step closer to the answers of my research 
questions.  
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Chapter II  
Evoking visitors’ physical activity through dance  
 
The research focus of this chapter will be on how dance could evoke visitors’ physical activity, 
encouraging them to be active bodily during their visit in the museum/gallery space. I have 
decided to examine this question by using three different kinds of case studies which could 
contribute to the research from a different point of view and lead to a more reasoned 
conclusion as they represent the realization of different theoretical concepts that belong to the 
broader subjects of education and meaning making, engaging participation and aesthetic 
experience, discussed in the previous chapter.  
In particular, firstly I will examine the exhibition “Pearls” which took place at the 
Lakenhal Museum in 2012-3, an interdisciplinary project which suggested an original 
multisensory experience to the museum audience. Next, I will discuss with the seventh 
residency of the project “Dancing Museums” at the National Gallery in London, a project which 
dealt with one-on-one experiences between dancers and visitors, introducing them to exercises 
related to the logic of the theatre of the Oppressed and to a process of virtual body exploration. 
Ending, I will discuss “The imagination Museum”, “The Museum Workout” at the Metropolitan 
Museum of Art in New Yorκ and the third residency of the project “Dancing Museums” at The 
Civic Museum in Bassano del Grappa; projects which realized the idea of choreographed 
guiding tours, experimenting with how dance could work as a model of aesthetic embodiment. 
The analysis of how dance is able to intervene in the museum and activate the body will be 
conducted based on three axes that act simultaneously; the museum space, the bodies of the 
dancers and the bodies of the visitors. In particular, I will deal with how the intervention of 
dance in the museum is able to redefine the space, how dance artists move and use their 
bodies and of course in which ways the visitors’ bodies and senses are activated.   
 “Pearls in the Arts, Nature & Dance” constituted an exhibition of the city museum of 
Leiden (NL) curated by the guest curator, dancer and choreographer Karin Post. “Pearls” linked 
natural history, cultural history and contemporary art, with contemporary dance occupying 
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center stage. The heart of the exhibition was an audio play - dramatic narrative, which guided 
visitors through the rooms of the museum. The exhibition narrated the story of a little girl on 
the Pacific coast who found a pearl and traveled through history from the traditional cultures of 
the South Seas, to the materialistic culture of the West (Knol 2012, p.5). Artists from different 
disciplines, visual artists, composers, authors, choreographers, dancers and film makers, were 
invited to create artworks inspired by the story, developing an interdisciplinary project which 
occupied all the rooms of the Museum De Lakenal, creating a conversation with parts of the 
permanent collection of the museum. The exhibition also incorporated artworks made by Karin 
Post, mainly short films and computer animations.   
“Pearls” constituted an intriguing paradigm of a multisensory museum experience and I 
specifically chose to discuss it because choreography played a crucial role in the exhibition. As 
De Vries stated in the catalogue of the exhibition, it transformed the museum to a platform for 
dance giving the opportunity to the visitors to experience how the visual arts, film and music 
can relate to movements (De Vries 2012, p.13). This exhibition which was characterized by the 
director of the museum as an innovative museological choreography permitted a more wide 
application of the concept of choreography, which was transformed from classic performative 
dance expression to spatial motion arrangements in the broader context of contemporary art 
(Knol 2012, p.5, 7). We could connect this idea to Copeland’s definition of choreography as it 
was shortly discussed in the previous chapter. Without being restricted to the concept of dance 
choreography, “Pearls” constituted an exhibition with a multisensorial dimension which 
represented a concept of a composition for living bodies (Copeland 2013, p.23).   
It is important to examine how this exhibition was integrated into the space of a city 
museum which had not experimented with such an interdisciplinary project before; how the 
rooms of the museum were redefined and connected to the exhibition. An important 
component of “Pearls” was that it was not actualized in a white cube environment but in the 
rooms of the permanent collection of the museum (fig. 1). It constituted an interesting 
experimentation with the collection, enforcing the idea of the physical engagement with the 
arts and in this situation with historical objects and paintings, whose display usually stays 
“untouched”. In particular, Post used a color palette designed by Peter Struycken, as a very 
26 
 
effective tool in order not to exclude the paintings which were on the walls of the museum 
from her presentation. All the exhibition rooms were colored in twelve shades of blue 
according to that palette, creating the atmosphere that she needed in order to transform the 
museum space with the choreography into a space of experimentation and imagination (De 
Vries 2012, p.16). Installations were constructed and films were projected on the walls of the 
museum aiming at a meaningful interaction between the narration, movement and the 
permanent exhibits (fig. 2). An example of this interaction could be the commission of Peter 
Delpeut to make a film in dialogue with the painting Vanitas met portret van ee jonge schilder 
which was made by David Bailly in 1651 and belongs to the museum’s collection. Delpeut 
collaborated with the choreographers-pair LeineRoebene and the fashion designer Aziz 
Bekkaoui and shot a film about three generations of women who meet in dance in the museum 
rooms (De Vries 2012, p.19).   
It is important to note that in the context of this exhibition, the art of dance was present 
through videos and installations and not through live performances, with an exception at the 
opening and at a few more dates. Nevertheless, it is interesting to observe that performance 
dance videos have also the potential to offer embodied experiences. For example there are 
videos with an instructional character that ask the audience to move or respond to certain 
prompts from the video, creating a live and lived experience. In addition, videos can provide a 
very intimate experience of the body through extreme close-ups that allow the spectators to 
experience their body in a different way.6 In the case of the Lakenhal museum, dance videos 
and installations in combination with the audio narration were able to lead the visitors in the 
space of the exhibition which was actually the whole museum (fig. 3). We could say that all this 
transformation of the museum’s rooms highlighted the idea of the museum as an object and 
intrigued the visitors to explore and to experience the building differently.  
Dance outside of the theater space, and brought in the museum in a live or in a 
recorded way, is always a challenge for artists, museum professionals as well as visitors. 
“Pearls” was a project that permitted the realization of the concept of the multisensory 
museum at it was discussed in the previous chapter, combining audio (narration and music), 
                                                          
6
 Based on the interview with Marisa Hayes on 25/4/2017. 
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drawings, sculptures, animation, filmed dance performances and exceptionally live dance. Even 
though there is no evaluation outcome published, the discussion with Nicole Roepers permitted 
us to delve into the responses of the visitors and the way that their body was activated in the 
context of this exhibition.7 It seems that the way that all these different mediums and 
disciplines were combined, created an overwhelming experience that sometimes didn’t have 
the expected results on the visitors’ response. In particular, the exhibition was conceived as a 
very complex experience for the visitors, as all of their senses were activated and working all 
the time. Some of them chose to stop listening to the narration of the audio guide and thus to 
experience the visual part of the exhibition without the audio part. As Roepers described, most 
of them listened to the story of the audio later, in tranquility, at the museum café, and maybe 
did a small tour again. The particularity of such a multi-disciplined exhibition originated 
extreme reactions of love or hate towards the project. There was no in between reactions. How 
could we explain this fact?  
To start with, it seems that “Pearls” was conceived as a very experimental project. One 
of the reasons why this multisensory project was characterized experimental could be because 
it was actualized in a City Museum, full of historical objects and not in a museum of 
contemporary art; this parameter of the unexpected resulted in different kind of reactions. The 
fact that almost all the different rooms of the museum were used for this exhibition offered a 
completely new experience not only to people who hadn’t visited the museum before, but 
especially to those who knew the museum quite well. According to Roepers, most of the people 
who didn’t like the exhibition were those who were visiting the museum for its collection and 
they were confronted with the lights, the audio and the movement which were spread out in 
the museum space.  
Another aspect of the project that made some people feel uncomfortable was the 
existence of live dance, even though it existed for a limited number of times. For example, 
during a performance of dancers rolling down the stairs of the museum (fig. 4), some people 
were annoyed because they had to wait in order to go to a specific room. The uncomfortable 
responses to the element of movement and dance that the project contained were not limited 
                                                          
7
 Interview with Nicole Roepers, curator of the Lakenhal museum and project manager of the exhibition, on 
20/4/2017. 
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only to visitors but also to employees of the museum and in particular to people who were 
responsible for the security of the building and of the objects of the permanent collection. In 
particular, they didn’t like the movement and the excitement that the exhibition brought to the 
museum because of its degree of danger towards the objects of the collection. This was one of 
the reasons why the whole project was not really positively evaluated by the museum staff 
according to Roepers. 8 In addition, except for a percentage of visitors that didn’t expect this 
kind of concept in the Museum De Lakenhal, there was a part of the press related to the visual 
arts which did not welcome this innovation or chose to not even review the exhibition. In 
particular magazines or online websites for visual arts did not write reviews on the exhibition 
probably because of the fact it was more a project for dancers and choreographers and less for 
visual artists. All the reviews that the exhibition got were in terms of theatre and were very 
positive according to Roepers.9  
Even though there were a few negative reactions to the exhibition, one should bear in 
mind that this specific project was realized in 2012 and maybe at that time visitors were not as 
used to face and to engage to this kind of experiments as they are at the moment, after an 
increasing number of choreographic experiments within the museum during the years that passed. 
The analyses of more recent projects that will follow next will allow us to make more accurate 
conclusions concerning the public and its attitude towards projects which introduce movement 
in the museum space. Nevertheless, it is important to note that after this exhibition, the 
Lakenhal museum recognized the importance of a multisensory museum environment as well 
as the need for movement in the galleries. The fact that dance surprised a part of the audience 
and resulted mixed feelings was not strong enough as an argument in order to prevent the 
museum from incorporating performance spaces after its renovation. 
The Museum De Lakenhal is planning to re-open in 2019 after a renovation which will 
also result two new exhibition rooms where projects related to performance art could be 
actualized. In addition, the new program of the museum will be based on a multisensory 
approach in order to facilitate the educational role of the museum. The plan for the new 
                                                          
8 Interview with Nicole Roepers on 20/4/2017.  
9
 Unfortunately I am not able to analyze the existing reviews as they are written in Dutch.   
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museum is to focus more on the different senses of the visitors during their museum 
experience. In addition, the explanatory texts in the museum rooms will be restricted. There 
will be small texts of 100 words at the most and they will be accompanied by a kind of personal 
multimedia player which will provide visitors with extra information like music, films, and 
photographs. 10  
Leaving a multisensory project based on dance at the city museum of Leiden in 2012 
and passing to the National Gallery in London in 2016, we come across really interesting 
concepts that bring movement to the gallery space through live dance experiments. In the 
context of the European partnership project “Dancing Museums” and its 7th artist’s residency 
in London, in November 2017, the National Gallery housed projects led by UK dance artist Lucy 
Suggate, with collaborating EU dance artists, curators, education professionals and scientists. 11 
During the 12th and the 13th of November, dance artists and choreographers experimented in 
five Rooms of the gallery, developing their ideas about how live dance performance could aid 
understanding and engagement in visual arts, contributing to the Gallery’s educational program 
(Nationalgallery 2017). For the analysis of this case study, I used also audio-visual 
documentation of the project a video made by Hugo Glendinning and Lucy Suggate, reflecting 
the performances of those two days and expressing Suggate’s thoughts on the project in a 
background narration. 12 
We should notice that the axis of space in the museum could be redefined by the 
intervention of dance but is also the one that initially defines what kind of concepts are able to 
be realized. This depends on the size of the rooms and the way that the objects are exhibited, 
as the security rules concerning the exhibits of a museum are strict.  The dance artists who 
intervened at the National Gallery made the most of the fact that they had at their disposal the 
rooms 30-34 of the second level of the gallery, a number of five rooms which according to the 
map of the space (fig. 5) includes some of the biggest rooms of the level, the rooms 30 (Spain 
1600-1700), 32 (Italy 1600-1700) and 34 (Great Britain 1750-1850). 13 In addition, another space 
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 Interview with Nicole Roepers on 20/4/2017. 
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 http://www.dancingmuseums.com/index.html   
12
The video can be found on https://www.youtube.com/watch?v=LFbnzapPCRY  
13
 See more on https://www.nationalgallery.org.uk/visiting/floorplans/level-2   
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factor that allowed the dancers to conduct live dance experiments involving also the visitors 
was that the exhibits were paintings which were displayed on the walls and not in the middle of 
the rooms, leaving enough space for the dancers to perform around them, without risking the 
safety of the artworks.  
Dealing with the axis of the artist’s body and the way he/she is able to use it in order to 
intervene in the gallery space and to activate the visitors’ bodies, I came across a lot of 
questions which concerned the lead dancer of the project at the National Gallery, Lucy Suggate. 
“How do we dance in the museum? Why place dance in the museum? What does it mean to be 
exhibited as a performer? How can we find the crossover between performance space and 
exhibition space? How as a dancer do I behave around these precious objects? How the dancing 
body does coexist with that art form and not falling to the trap of illustrating?” (Suggate 2017). 
In particular, approaching paintings and reflecting on them through movement in an 
appropriate and sensitive way constituted a challenging process for the dancers. The question 
of what kind of skills or embodied knowledge they should transmit in order to encourage a new 
way of thinking was really intriguing. Suggate, talking about her way of dealing with that 
question, she mentioned: “I often think about the artist; the physical act of painting, mixing 
color, transferring their imagination into marks. Having spent time with the paintings, I begin to 
see paint as their material as the body is my material” (Hart 2016, p.82). The following 
paragraphs will permit us to delve into the dancers’ work and the way that they chose to reflect 
on the exhibits aiming to evoke the physical activity of the visitors.  
One kind of experiment that the dancers made at the National Gallery in November 
2017 was to provide the visitors one-on-one experiences with them. The dancer Fabio 
Novembrini made a couple with different visitors, asking them to look at a painting while being 
physically supported by him (fig. 6). He was the one who decided from which angle his partners 
would look at the artworks while he was moving-leading their bodies. The aim of the 
experiment was to make people “see” through the body, inviting them to sense the 
atmosphere in the gallery, to feel the artworks at the same time that they were receiving the 
force, the weight of the dancer (Suggate 2017). Dante Murillo and Tatiana Julien realized a 
similar concept which included more physical effort. In particular, they formed couples with 
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visitors, and while exerting physical pressure on them they were discussing about the artwork 
that they were looking at. They were asking their partner to describe what he/she was seeing in 
the painting while at the same time, they were requesting him/her to push them as hard as 
they could (fig. 7). So, the visitor except of receiving pushing had also to push him/herself. 
Through this concept, they were researching how the quiet contemplation that usually takes 
place in a museum begins to be interrupted when the touch becomes more vigorous and the 
visitor accelerates, breaths quicker, takes more oxygen (Suggate 2017). The above experiment 
could give the impression of an intense experience for the participants and it could create 
doubts about whether the visitors enjoyed it as it required a lot of physical activity, something 
unexpected in the gallery space. I should note that the reactions of the people at the video that 
captures the interventions of the dancers seem positive but of course it is not possible to use it 
as official evidence of the success of the experiment. In addition, it is exiting to mention that 
there was a very positive reflection/review uploaded as a video on youtube platform, created 
by a member of the audience who experienced the project. 14  
The aim and the process of these exercises could be connected to the exercises 
introduced by Boal in the theory of the theatre of the Oppressed which was discussed in the 
previous chapter in the context of engaging visitor’s participation in the museum space. In 
particular, at the National Gallery, visitors had the chance to experience the dynamics of bodily 
communication through experiments that aimed to make their body more expressive. In 
addition, similarly to the logic behind Boal’s exercises which focuses on the action of the 
spectator, the most effective way to achieve that was through their intervention in the dance 
projects and more specifically through their participation to the experiments which required 
intense bodily movement and close physical proximity with the artists. Focusing on the idea 
that touch enables a different kind of looking, the dancers tried to test how the hierarchy of the 
visitors’ senses could start to be flattened out by the fact of receiving touch by the dancers 
(Suggate 2017). These experiments are consistent with Merleau-Ponty’s philosophy of 
perception in which the notion of perception enables the human body to operate as a medium 
through which meaning is discovered (Steeves 2001, p.374). Flattening out the hierarchy of the 
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senses meant that visitors were encouraged to engage with the receding background of 
sensation of the painting that they were looking at, applying the theory of the virtual body 
exploration as it was previously discussed. In particular, while looking at a painting and at the 
same time applying physical pressure on their partner, they were able to shift their focus from 
the sense of vision to the sense of touch, allowing a background sense to become foreground. 
Accordingly, the same could happen with the sense of hearing as during these participatory 
experiments, visitors were embarked on a dialogue with the artists, as it was described above.   
Marisa Hayes was present during the residency of the project at the National Gallery 
and she discussed her impression of these experiments as a member of the audiece.15  
Referring to Dante’s exercise of huddling very close with a member of the audience, she noted 
that they were moments that the couple was looking only at each other (fig. 8); their 
surroundings disappeared and this intense physical experience allowed a new way of 
experiencing the works of art afterwards. “After this intense and intimate moment the embrace 
would be released and suddenly the space would open up. The question was, what would 
happen to the way we see a painting or work of art after this very closed and intense physical 
experience. From what I witnessed, the release was a breath, a large exhalation that allowed 
one to see the work of art with new eyes. This “freshness” seemed to me an alternative to the 
fatigue of viewing numerous art works in a museum and perhaps not truly “seeing” them”. It is 
interesting to think that a possible way to avoid the fatigue of a museum experience according 
to Hayes is through the activation of the body and the intense physical involvement of the 
visitor to the appreciation of the works of art. This idea firstly seems like a paradox. How people 
are able to avoid the fatigue through the physical effort of the body? The project offered an 
answer and showed how the activation of the body is able to liberate the mind and to offer a 
rest from the overload of unprocessed information that could result from a museum visit.  
Returning to the dancers’ experiments, during the residency, the dancer Dante Murillo 
made a performance in reflection to Whistlejacket, a painting of 1762 made by George Stubbs 
which constitutes a portrait of a real horse (Nationalgallery 2017). The dancer brought the 
painting to life with his performance, as he was jumping/moving throughout the gallery room, 
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changing spots and imitating the sound and the movement of a horse that trots (fig. 9). He 
stressed another way of looking at the painting, through the body (Suggate 2017). This 
experiment aimed to encourage visitors to demolish the established way of being in a museum 
in order to inhabit the space of sensing and feeling. There is something really sensual about 
paintings and through contemporary dance and the moving body, people can enter into this 
area of sense and feel things more; feel the texture of the cloth, the depth of the painting, 
believe that there is a real landscape (Suggate 2017).  
Thinking about the above projects which were realized at the National Gallery, we could 
admit that as Gill Hart, Head of Education at the National Gallery indicated, encouraging visitors 
to engage with the dance artists, thinking less about how the artists were responding to the 
paintings and more about how being very aware of their own body, was a great challenge 
(Hayes 2017). Therefore, it is important to discuss which where the responses of the visitors to 
the projects. In particular, as it was previously mentioned, there is no official evaluation of the 
project published yet. However, Gill Hart referred to the responses of the visitors to the idea of 
choreography as an alternative to written or verbal explanations as a means to engage with a 
painting during her talk at the final conference of the project “Dancing Museums” in March 
2017. In particular, she mentioned that after talking with audience members of the Dancing 
Museums residencies, the outcomes were really positive and showed that 83% agreed that it 
could be an interesting idea. The statistic results which are cited above demonstrate that the 
presence of dance artists was not perceived negatively. On the contrary, a high percentage of 
people were excited and intrigued by their experience. Even though these results were not a 
conclusive piece of evidence, they provided some justification for continuing to explore more 
experimental models of interpretation and communication. 16 They also showed that in 2016 
people embraced the idea of dance in the museum space much more than in the previously 
discussed case of 2012. More detailed outcomes of the whole project will be discussed in the 
next chapter. 
The last category of examples that I will discuss in this chapter is that of the 
choreographed guided tours. How choreographed museum tours could function as a way of 
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encouraging visitors to be active bodily in the museum space? I will examine three different 
paradigms, addressing to different age groups and applied in different kind of museums, all of 
them constituting good examples of how performing arts have been integrated into the guided 
tours of museum galleries, turning gesture and theatre play into educational tools. The first 
case will be the “Imagination Museum”, a children’s dance theatre piece designed for 
promenade performances in museums and heritage sites. 17 Next, it will follow the “Museum 
Workout” part gallery tour, part dance performance, part workout, especially created for the 
Metropolitan Museum of Art in New York. 18 The last project which will be discussed is the 
Choreographed guiding tour at The Civic Museum in Bassano del Grappa in the context of the 
first residency of the “Dancing Museums” project19.  
The “Imagination Museum”, part of the Dancing in Museums project was created by 
Katie Green in 2013 and until 2017 it has been travelling across the UK and has been presented 
at 26 museums, in 83 performances, until now. In particular, the choreography was created by 
Katie Green in collaboration with the dancers, Robert Guy, Jessamin Landamore, Lucy Starkey 
with additional choreography from Carl Harrison, Stuart Waters and Hanna Wintie. The theatre 
piece was born from the collaboration with the writer and poet Anna Selby and the composer 
Max Perryment (Madebykatiegreen 2017). Aiming especially at children aged 7-11 years but 
also being suitable for all ages, the “Imagination Museum” is brought to life by three eccentric 
tour-guides: Mildred (the boss), Henry (the mischievous one), and Harriet (the imaginative 
one); (fig. 10). In the quest for new ways of responding to historical artefacts and heritage sites 
through dance, the “Imagination Museum” creates stories that connect the past with the 
present and aim to engage the audience members through words and movement (fig. 11); 
(Bristolmuseums 2017). Data from the report of the Symposium “The Dance & Museums 
Working Together” which took place in November 2014 and was produced by Trinity Laban 
Conservatoire of Music & Dance and the Horniman Museum and Gardens, allow us to come to 
discuss some outcomes of this kind of choreographed guided tour and its function as a way of 
encouraging active and bodily participation, in the museum space.  
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According to the symposium report, the performance works in a wide range of 
museums, it lasts 30-40 minutes and usually takes place three times a day. The dancers possess 
a wide repertoire of movement responses to objects that can be adapted to lots of museums 
and also has possibilities of further elaboration, if it is needed (Bridge 2015, p.20). Although the 
“Imagination Museum” is a performance which is mainly addressed to children, it is able to 
engage a lot different categories of visitors because of its interactive character (through giving 
stickers, getting everyone moving, asking questions, giving tasks), enforcing the argument that 
a participatory museum experience is able to make visitors’ experience more personal and 
enhance the educational value of their visit (Simon 2010, p.152; Bridge 2015, p.20).    
Another kind of choreographed tour was introduced in 2016 by the Metropolitan 
Museum of Art. The “Museum Workout” constitutes a 45-minute physical journey that spans 
two miles of the Metropolitan Museum of Art before its opening hours. It is an event which was 
commissioned by the MetLiveArts and it is scheduled to take place at the MET until December 
2017 (Cheung 2017). The workout was choreographed by Monica Bill Barnes & Company, the 
narration and route was created by Maira Kalman and the event is instructed by Monica Bill 
Barnes and Anna Bass (Metmuseum 2017). The participants who are not allowed to talk during 
the workout, dance, march, trot or speed-walk side by side following their instructors in their 
tour in the museum (fig. 12, 13) (Cheung 2017). According to the instructions given by the 
recorded voice of Maira Kalman at the beginning of the workout: “There is no obligation to 
understand or to know anything, you are just observing, which is the best part of taking a walk. 
That way you are free to feel million different feelings and there is no judgement” (Metmuseum 
2017). 
Based on the above, I could argue that the aim of this project is to deconstruct the 
behavior codes of a museum and to encourage visitors to activate their bodies and to perceive, 
to experience the tour with all their senses. This idea of deconstructing the museum codes will 
be analyzed further in the next chapter. Monica Bill Barnes stated that as a dance company 
they wanted to create an experience which would cover the space of the whole museum and 
their hypothesis was that elevating the heart rate and moving at a different pace in a museum 
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would allow the visitors to have a different experience of perceiving. 20 This kind of museum 
tour supports the idea that aesthetic appreciation is an act of awareness and involves the 
notion of body. In particular we could argue that this project actualized the second sense of 
aesthetic embodiment introduced by Berleant in the previous chapter. This sense of 
embodiment took place when the human bodies were actively present, doing physical exercise, 
during the appreciative experience (Berleant 2005, p. 84-85). 
The last example of a choreographed museum tour that I will analyze in this chapter is 
that of the Museo Civico in Bassano. Visitors of the Museo Civico in Bassano del Grappa in 
August (15th - 30th) 2015, had the opportunity to experience a 15 minute long experiential tour 
choreographed and performed by Lucy Suggate and Tatiana Julien. The artists made a tour 
throughout three galleries of the museum and in each gallery focused on a different aspect of 
the exhibited artworks; a theme, a color and a hand gesture respectively (fig.14). Another 
example of the guiding tours in Bassano is that of Connor Schumacher who lead the audience 
inside and outside the museum space pointing out things like the great curtains or the sound 
boxes rather than the artworks in order to make them aware of the space around them and so 
aware of their own bodies (fig. 15). Through the creativity and the imagination of their original 
guides, audiences were encouraged to acquire awareness of all the elements around them as 
well as self-awareness through the use of their bodies (Hart 2016, p.79).    
In an effort to come to some conclusions from the above description of the three 
different choreographed guiding tours, I could say that concerning the axis of space, all of the 
choreographed guiding tours constituted physical journeys in the spaces of a museum. 
Nevertheless, through the use of imagination and dance, the artists aimed to transform the 
spaces and to make the visitors experience them from a new standpoint. In particular, even 
though the idea of a guiding tour seems conventional, the choreographed ones managed to 
surprise the visitors due to the way they were delivered and the fact that they disrupted an 
ordinary model of engagement in a museum/gallery environment which does not require any 
physical activity from the part of the audience. In that way they proposed a new way of 
acquiring spatial awareness. Gill Hart admitted that this approach of guided tours could be 
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incorporated into mainstream educational programming. This argument is really important for 
the future of dance in the museum projects, as it constitutes an acknowledgement of the 
significance and the meaning of this kind of projects, coming from a globally renowned 
institution such as the National Gallery.21 
Dealing now with the axes of the dancers’ and the visitors’ bodies and more specifically 
with how the dance artists used their bodies and of course in which ways the visitors’ bodies 
and senses were activated, we could arrange the above cases in two categories based on a 
division made by Marisa Hayes. 22 In some groups of guiding tours, only the facilitator was 
dancing and moving for the group, creating a human link between the work of art. On the other 
hand, in other tours, movement was proposed for the entire group. Hayes particularly 
commented: “I think both have value and create different experiences, dimensions to a work of 
art: concretely notions of space and perspective, how the body sees and in what state the body 
is in for viewing (is the body tense, flexible and relaxed? How does that change our viewing 
habits?). How do we relate the movement and gestures found in a work of art to our own 
bodies?” Both of the kinds of the choreographed guiding tours in the museum space could 
create interesting outcomes concerning the way that visitors would experience the works of 
art. If we want to categorize the examples which were discussed in this chapter, we could say 
that the “Imaginary Museum” and the guided tours in Bassano were tours that only the 
facilitators were dancing, while the “Museum Workout” required the intense movement of the 
entire group of participants. However, it is important to note that in all of the examples, 
museum visitors were transformed to active participants as they followed the facilitators of the 
tours throughout the museum space.  
All of the case studies which were analyzed in this chapter support the concept of 
aesthetic engagement as an embodied experience and indicate how dance could work as model 
of embodiment which is able to cause the active engagement of the museum visitors through 
their bodies. Overall, the dance artists of the discussed projects introduced different ways of 
intervening in the museum space and of interacting with the visitors. We could categorize them 
in three groups. They were artists who mainly focused on activating the imagination of the 
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visitors. A characteristic example of these artists was that of the dancers who intervened at the 
National Gallery by providing one-on-one experiences to the audience, requiring intense 
movement. In addition, the artists of the choreographed guiding tours in Bassano intrigued the 
creativity and the imagination of the audience by focusing on unusual elements which were 
present in the museum space. Another group of these categories could be that of the artists 
who worked as mediators between the artworks and the visitors, focusing on illustrating 
images with their bodies. The recorded dance pieces which were presented in the context of 
the exhibition Pearls, the choreographed theatre piece of the “Imagination Museum” as well as 
the experiment of Dante Murillo with the painting Whistlejacket could be considered as ways of 
connecting and reflecting to a narrated story and/or a museum exhibit. Ending, the last group 
the dancers focused on the ability of the physical exercise to liberate the visitor’s body from the 
behavior rules of the museum, something that was very clear in the context of the “Museum 
Workout” at the MET.  
Passing from the body to the mind, and focusing on the power that dance is able to 
exert to it, the following chapter will deal with choreography as a complementary approach to 
museum exhibits alongside written explanations, dealing with dance as a way of encouraging 
personal interpretation and creating a situation where participants can experience dialogues 
and construct personal meanings. 
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Chapter III 
Choreography as a complementary approach to museum explanatory texts  
 
The research subject of this chapter is focused on how choreography could function as a 
complementary approach to a museum exhibit alongside written explanations, elevating 
personal meaning making. As it was discussed in the first chapter, personal meaning making 
constitutes a basic component of the constructivist approach towards learning. The projects 
“Visite Dansée” and “Tentatives d'épuisements: Théorie pratique”, introduced by Aurélie 
Gandit as well as dance experiments actualized during the first, the fourth and the seventh 
residency of the project “Dancing Museums”, constitute  interesting cases to examine, as they 
encouraged the creation of personal understandings on the basis of an interaction between 
visitors and dance artists. 
After having discussed in the previous chapter how choreographed guiding tours are 
able to give rise to activating participation of museum visitors, I will now analyze the project of 
a choreographed guiding tour from another point of view. Focusing on the work of the art 
historian and dancer Aurélie Gandit, I will examine how dance incorporated in a museum tour 
could offer further information than the informative details provided by the explanatory texts 
and cause new thoughts and understandings.  
With the creation of the first “Visite Dansée” in 2007 at the Musée de Beaux-Arts de 
Nancy, Gandit validated Berleant’s theory in relation to the aesthetic experience of an artwork 
which was analyzed in the first chapter. In particular, Berleant argued in favor of the notion of 
the body as central in the act of aesthetic appreciation (Berleant 2005, p. 85). Respectively 
Gandit incorporated dance in the simple guiding tours that she used to give until that moment 
based on her art historian background, as a natural and rational step in her effort to introduce 
visitors to the exhibits. As she had described to Marisa Hayes in the last issue of the journal 
Repères, cahier de danse, during a moment of live improvisation in the context of a normal 
museum tour in 2007 she started dancing and showing the lines of the compositions to the 
visitors with gestures due to the fact that live music which was performed at the same moment 
did not allow her to reflect on the exhibits verbally (Hayes 2017, p.28-29). This constituted the 
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starting point of proposing a new way of interaction between the works of art and the public 
through speech, gesture and a group tour in the museum space (Hayes 2017, p.28). In the 
context of this project, dance played a very important role as it enriched, supported, 
contradicted and brought a corporeal point of view along with a sensible, physical or even 
emotional tone in order to permit to the visitors to engage with the artworks (Hayes 2017, 
p.28-29).  
The existence of audiovisual documentation of her “Visite Dansée” in the Musée des 
Beaux-arts de Nancy as well as at the Musée Barrois, permitted us to delve more into her work. 
23 In particular, one of the sculptures that she incorporated in her tour in the Musée des beaux-
arts de Nancy was La Misère, created by Jules Despois in 1894-1896. The sculpture’s striking 
depiction of a ragged old woman challenged the traditional iconography of misery and due to 
its naturalistic elements it took the form of a manifesto against poverty (Mban 20170). Gandit, 
during her performance, curled up on the floor of the museum, looking unable to stand on her 
feet. Progressively she managed to raise herself but still her body remained bended, in an effort 
to balance (fig 16). With this performance she narrated her viewpoint on the story of the figure 
in a very lively way, using her body and offering to the audience a different kind of 
interpretation of the exhibit, through movements.  
In another performance based on Pablo Picasso’s, Homme et Femme of 1971, she 
reflected on the painting which constitutes a double portrait of a man and a woman whose 
heads seem united below the same hat. The two heads seem to support each other and to be 
indistinguishable as the boundaries of the lines which define them are blurred. During her 
performance, Gandit started talking and moving and progressively she brought to life the 
figures of the painting in the way that she pronounced the words while distorting her face with 
her hands (fig. 17). This performance permitted her to give her own interpretation on the 
portrait in a way that could easily intrigue the imagination of the audience and motivate them 
to create their own meanings.  
In the context of another dancing visit, at the Musée Barrois, Gandit dealt with the 
process of describing a cabinet of curiosities, using her body in parallel with speech, in order to 
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illustrate the objects which were placed inside the cabinet (fig. 18). 24 Gradually she repeated 
some words in combination with gestures, in a random row, and started performing in a faster 
rhythm, achieving in my opinion to create a situation full of images and information. This 
performance could be able to create an overwhelming experience, relevant to the substance of 
a cabinet of curiosities which contains a large number of objects, with different themes and 
from different periods and sources. Another result of this experiment could be the activation of 
the audience’s mind and its encouragement to construct knowledge based on the information 
which was created by the dancer’s body.  
Another creative idea that she realized during her tours was to repeat on a loop three 
specific words in front of a painting of Pablo Picasso that according to her is not a very 
interesting one. In this way she appeared to be critical against the blind devotion that people 
show to an artwork only because the History of Art dictates so (Hayes 2017, p.29). I could argue 
that Gandit dealt with the behavior codes towards the exhibits of a museum and dared to be 
critical through her performances in order to deconstruct these codes and to encourage 
visitors’ critical thinking. She managed to do so through her body. It is important to observe 
that this goal to liberate the visitors from the behavior rules of the museum was aimed also in 
the context of the choreographed guiding tours that were discussed in the previous chapter. It 
is important to clarify that, deconstructing the behavior rules of the museum doesn’t mean to 
disrespect the space or the exhibits. To the contrary, it signifies the liberation of the visitors’ 
body and mind, aiming to an active engagement with the exhibits as well as a critical point of 
view which is crucial in the context of a constructivist model of learning.   
Based on the above examples, one could say that Gandit, during her dancing tours, has 
been interested to use dance as a way of releasing the qualities of an artwork which could be 
reverential and hidden. In her dancing visits, she has been dancing in parallel with talking as 
well as performing choreographies in reflection to her words, supporting the argument that the 
body could offer a different reading to the texts. In addition, she has been working on the idea 
of changing the focus from the artwork to the spectator through dance and the body. By 
turning the attention to the person who looks at the artwork, she aimed at encouraging 
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him/her to start a process of personal meaning making. During her tours and based on the idea 
that everyone is able to dance as everyone has a body, the spectator could become the co-
author of each dance that she performed in front of him/her. In particular, even though some 
visitors might not even move at a specific moment of a dancing guiding tour, there is a kind of 
kinesthetic empathy which is able to arise from the part of the person who shares the same 
space of interaction with the dancer/ facilitator of the tour (Hayes 2017, p.29-30).  
To be more precise, spectators experience kinesthetic empathy when they feel that they 
participate in the movements that they look at as well as that they experience relevant feelings 
or ideas to the movements that they observe. Dance has been acknowledged as a kinesthetic 
art as its appreciation in not grounded just to its visual component but in the experience of the 
entire body (Daly 2002). In particular, according to Blakemore & Frith, people are able to learn 
how to perform an action only by observing someone performing the same action. This process 
of observation activates the same brain areas that are normally activated when someone is 
actually producing movements (Blakemore, Frith 2005, p.463). These arguments support the 
idea that visitors become bodily active and aware of their body during the choreographed 
guiding tours. 
At this point, it would be relevant to make a short reference to another type of project 
that Gandit conceived, entitled “Tentatives d'épuisements: Théorie pratique”. 25 In the context 
of this project, she dealt with actualizing a performance during the opening hours of different 
museums or exhibition spaces, which posed the question of the duration time of the 
observation of an artwork. In particular, she has tried to read critical, philosophical and other 
texts concerning all the avant-gardes of the 20th century, related to the artworks. The challenge 
was to “read” the texts with the body. She tried to read through dancing as well as to dance 
through reading texts, asking often for the active participation of the visitors in this process (fig. 
19). The aim of the project was to make the visitors think through their body, arguing that the 
body is able to nourish thought (Hayes 2017, p.30-31). I could argue that this way of using texts 
in a museum could bring very positive results as it constitutes a clever way to attract visitors 
and make them stay more and wonder in front of the exhibits. Even though the existence of a 
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lot of texts often ends up being boring for the visitors, Gandit managed to challenge that 
through the use of her body as well as the encouragement of the activation of the visitors’ 
body. 
Gandit approached some really crucial subjects concerning the relation between 
museum visitors and their engagement to museum exhibits through the use of dance. In 
addition, she managed to combine elements from all the three types of artists that dealt with 
dance interventions in the museum space as they were discussed at the end of the previous 
chapter. Intriguing the imagination, illustrating exhibits with her body as well as challenging the 
museum behavior rules were all present elements in her projects. Through experimenting with 
dance as a complementary and additional element to texts which are dominant in the majority 
of museums, she managed to propose very interesting ways of combining both and offering 
multifaceted experiences to the visitors, encouraging them to construct knowledge based on 
their own backgrounds, needs and interests. From all the above, it could be argued that the 
acquisition of knowledge and the opening of the mind, through a critical, sensible and 
intellectual point of view, are connected to the body. Thought becomes knowledge when it is 
assimilated and it is not only the mind that can achieve that, but also the body (Hayes 2017, 
p.33). This aspect is often missing from contemporary museums but the incorporation of the art 
of dance in the museum space has potentials to bring important changes. 
 The idea of enriching museum texts with embodied experiences was also researched in 
the context of the “Dancing Museums” project. During the fourth residency of the project and 
particularly at the Louvre residency in March 2016, the dancer Connor Schumacher performed 
during a 2 hours long event which constituted a walking path at the section of the 
Mesopotamian Era of the museum. He created a preparatory sketch in the setting of a 
reconstructed ancient courtyard and moved across the friezes of the different rooms in the 
background of a soundtrack which was written and recorded by him (fig.20) (Hart 2016, p.80-
81).   
Schumacher embraced the idea that dance is not only about physical skills but also 
about thinking and therefore about philosophy. The Louvre residency supported this point of 
view and especially the project of Connor Schumacher that we are discussing, showed how 
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dance is able to trigger thought. As the dancer mentioned during the closing seminar of the 
project “Dancing Museums”, working in the rooms of the Mesopotamian Era of the museum, 
allowed him to deal with philosophical questions and especially with the theme of crumbling. 26 
He related this theme both to the human civilization, the ancient constructions and the 
monuments as well as to the human attitude of consuming ideas, information and art without 
really engaging with them. As he said: “Everything crumbles. Τhe buildings are crumbling; the 
idea of engaging in a museum is crumbling; social structures and social morals are crumbling”. 
It could be argued that the museum of the Louvre was the ideal place for him to express this 
concern and to show the philosophical aspect of dance as it is a huge museum as well as a 
touristic attraction that people usually visit in a short amount of time and maybe in a superficial 
way as they often try to explore the whole museum in one visit.  
As the project was realized in the interior of a massive museum with very big rooms, the 
single body of the dancer was surrounded by 350 people approximately and it looked small and 
vulnerable against the large stone artworks (Hart 2016, p.80-81). However, it is impressive to 
notice the fact that the dancer’s body was able to move the visitors’ bodies through the 
museum rooms according to the conclusions of the project which were discussed during the 
final seminar of the project. Another aspect of the project which is important to think about is 
the different information that each visitor received by the moving body of the dancer in the 
gallery space. This ability of the dancer to transmit energy and ideas through his/her body 
which are experienced by the bodies of the spectators is really noteworthy as Lucy Suggate 
argues (Hart 2016, p.81).  
Therefore, based on the above, transmitting energy to the bodies of the visitors, making 
them active bodily as well as triggering philosophical thoughts and making them active 
mentally, were some of the aspects that the choreography of Connor Schumacher offered as a 
complementary approach to the museum exhibits alongside written explanations. The “Dancing 
Museums” project presented to the public additional examples of ideas that experimented with 
offering to a work of art a different kind of approach alongside explanatory texts.   
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In particular, Lucy Suggate, the leading dancer of the 7th residency of the project in 
London, experimented with the painting of Rokeby Venus, 1647-51, a work by Diego Velázquez 
which is exhibited at the National Gallery. Based on the story of the violent attack against the 
painting which took place in 1914 by the suffragette Mary Richardson, Suggate tried to reclaim 
Venus in 2016. 27 She presented herself wearing a full body tattoo suit and created a dance as a 
way of protest and conversation with the exhibit as well as with the audience (fig. 21). Through 
her choreography she wanted to narrate a different story from the story of the existing texts, 
showing what dance is able to contribute to the experience of a work of art. With her 
performance, she allowed multiple narratives to co-exist as well as she created contradictions 
especially with her appearance. Additionally, during the first residency of the project in Bassano 
del Grappa, the dancer Fabio Novembrini suggested a bare feet experience of the museum 
space to the visitors (fig. 22). According to the outcomes of the project which were discussed at 
the final seminar, this experience made all the visitors equal and more sensorial as they were 
feeling the temperature and the different surfaces of the floor, something that had an effect on 
their body. In addition, the bare feet experience intrigued their imagination because it 
permitted them to relate to the figures of the paintings which were also bare feet and 
consequently to make the paintings come to life.  
Generally a main goal of the “Dancing Museums” project was to make the audience 
more visceral literate than visual literate as Gill Hart proposed. It is important to admit that 
verbal language can sometimes trap people in a superficial analysis while on the other hand the 
language of movement is able to create deeper experiences and to allow more meaningful 
approaches towards art (Hart 2016, p.83). Another purpose of the whole project was to test if 
the incorporation of dance in the museum space would encourage visitors to stay for a longer 
period of time in front of the exhibits as well in the museum/gallery spaces. Kate Coyne, 
Program Director of Siobhan Davies Dance talked to Gill Hart about the challenge of the project 
concerning dwell time. In particular, she explained that gathering evidence of dwell time is one 
of a range of methodologies which were used to record and evaluate the project (Hart 2016, 
p.77). This evaluation was accomplished by varying approaches, including commissioning 
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objective writers to document residencies by observing and interviewing staff, visitors and 
dance artists through to a full ethnographic evaluation study which took place at the Louvre 
Residency (Hart 2016, p.77).  
Even though the results of this evaluation have not been officially published yet, Kristin 
de Groot, director of Dansateliers Rotterdam made a related reference during her talk at the 
closing seminar of the project. In particular, she mentioned that the participators of the project 
found out from the beginning that the dwell time, the time that people would stay or wonder in 
the museum spaces was much longer than the usual, meaning that they were taking more time 
to actually experience what was going on. This evidence about the increase of the dwell time 
constitutes in my opinion one of the most important outcomes of “Dancing Museums” as it 
proves that dance in the museum encouraged visitors to dedicate more time than they usually 
do in order to engage both with the exhibits as well as the choreographies.  
Ending, returning to the research question of this chapter it is important to sum up how 
all the above examples featured dance in a way that contributed to the empowerment of the 
constructivist model of learning and the personal meaning making in the museum space. The 
constructivist model provides the conditions for the creation of multiple meanings (Falk, 
Dierking, Adams 2002, p.325); something that was achieved, in the context of the dance 
projects which were discussed, through the provision of multiple narratives and the intrigue of 
the imagination of the spectators. In addition, the constructivist educational model requires an 
active mind which is a vital in order to make personal meanings and to engage with an exhibit 
(Hein 2002, p.345). This was achieved through dance which triggered thought and posed 
philosophical dilemmas that required critical thinking from the part of the visitors. Finally, the 
fact that dance was able to convince people to spend more time in front of the exhibits is 
something that could signify that people took more time in order to decide what kind of 
knowledge they needed and wanted to acquire from their museum experience, a  process 
which is really important in order to construct personal knowledge. Last but not least, the 
increase of the dwell time could signify that people extended their visit because they really 
enjoyed it, something that constitutes a major challenge for all the contemporary museums.  
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Conclusions  
 
Embarking on the quest for new ways to expand the possibilities of how we perceive art, dance 
in the museum space emerged as a very attractive approach. In the context of my research I 
consulted theoretical concepts that defend the individualized nature of learning as well as the 
importance of bodily participation in the act of art appreciation. Based on concepts such as that 
of constructivism, the multisensory and participatory museum, the aesthetic engagement as 
well as the virtual body exploration, analyzed in the first chapter, I proceeded to the analysis of 
diverse case studies in the chapters that followed. Reaching the end of my research, it remains 
to be outlined how dance could enhance the visitors’ journey through the rooms of the 
museum/gallery space introducing new ways of engagement to the exhibits.  
One possible way to enhance the visitors’ visit is by evoking their physical activity, 
encouraging them to be active bodily in the museum/gallery space, an argument which was 
discussed in the second chapter of this thesis. The analysis of different case studies was focused 
on the axes of space, the artist’s body and the visitor’s body and presented interesting results. 
In particular, the outcomes of the exhibition “Pearls” at the Lakenhal museum, indicated how 
dance is able narrate a story throughout the museum space and create multisensory 
experiences with movement occupying a central role. These experiences encouraged the 
visitors to move and to explore the space around them which was transformed by the 
intervention of recorded as well as live dance. The project aimed to activate their bodies and 
inspire them to live the museum experience with all their senses. In addition, the analysis of the 
seventh residency of the project “Dancing Museums” at the National Gallery showed how 
active physical proximity between a dance artist and an audience member is able to activate 
multiple senses and provide a different kind of looking to the works of art, releasing at the 
same time the sensuality of the artworks. The cases of the choreographed guiding tours which 
were also discussed, indicated how dance in the museum space is able to energize the visitors 
from the possible fatigue of a museum visit as well as deconstruct the behavior codes which 
dominate in a museum. Making people aware of the space around them as well as of their own 
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body appeared to be able to introduce them to a new, embodied way of engagement to the 
exhibits. 
The third chapter focused on another point of view concerning the enhancement of the 
museum experience and suggested how choreography could function as a complementary 
approach to a museum exhibit alongside written explanations, elevating the process of 
personal meaning making. To be more precise, on the one hand, projects introduced by Aurélie 
Gandit suggested how dance is able to offer additional information and present multiple 
narratives concerning a work of art always from a corporeal point of view which is able to 
intrigue the imagination of the spectators and encourage them to acquire personal knowledge. 
Based on the notion of kinesthetic empathy which is able to arise from the part of the spectator 
who is present in a dance performance, it was discussed how dance is able to offer a different 
reading to the already existed information about an artwork, revealing its hidden qualities. On 
the other hand, the dancers in the context of the “Dancing Museums” project did not focus on 
providing information about the artworks in a bodily way but on creating participatory actions 
and experiences for the audience. They were not interested to make the visitors understand 
what an artwork means but to activate their feelings in order to be able to construct their own 
meanings. Through their projects they experimented with triggering thought, inspiring critical 
thinking and posing philosophical dilemmas, aiming to increase the time that visitors spent in 
front of the exhibits and generally in the museum space, something that was achieved.  
A crucial development that the dance projects which were discussed brought to the 
museum was its transformation to a space of multiple perceptions. Dance operated from a 
constructivist perspective, creating contexts where the visitors were able to experience 
dialogues and to accommodate the diverse and individualized nature of learning. 
Acknowledging that a museum should address a diverse audience, with different backgrounds 
and needs, dance provided complementary approaches to the works of art and expanded the 
ways of being and seeing in the museum space. Of course, we should not ignore that dance is 
not able to create embodied experiences for everyone just as explanatory museum texts are 
not able to create universal experiences. Placing interactivity and embodied experiences 
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alongside more informative types of interpretation signifies respecting the fact that everyone 
follows his/her own paths into understanding and enjoying art.   
During this research I gradually discovered how many different aspects are hidden 
behind the intervention of the moving body in the museum space. So many parameters change 
in respect to the way that the artists conceive and perform their choreographies; the way that 
the museum space is being transformed by the incorporation of dance, the different effects 
between recorded and live dance, and of course the process of experiencing art and engaging 
audiences with museum exhibits through dance, a subject which constituted the focus of my 
research. In the quest for new perspectives, I hope that in the future I will be able to interact 
with dance artists and conduct more extensive research on the subject, focusing on the 
communicative power of the moving body. Ending as the title of my research signifies and the 
results confirm: 
 
“The body must move if the mind is to find perspective”. 28 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
                                                          
28
 Quote by Connor Schumacher.  
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Grappa. Screenshot from the video Dancing Museums - Bassano del Grappa 2016 - Maffesanti, 00.15’. Retrieved from 
https://www.youtube.com/watch?v=j8TiqhLbvys  
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